1 948. After fleeing war torn Europe, a Jewish couple Iphrat and Miriam Koshen were assigned the house so long as they would adopt its Arab infant inhabitant.
The tex t bears political and ideological significance. Its author Ghassan Kanafani, a figure of political suasion within Palestinian culture and specifically its literary corpus, was killed by a car bomb activ ated by Israeli Mossad agents in Beirut in 1 97 2 in retaliation for his leadership role in the Marx ist Popular Front for the Liberation of Palestine, which was responsible of organizing the Lod Airport Massacre earlier in 1 97 2 that resulted in dozens of people killed or injured. The PFLP, the second largest of the groups forming the PLO (in the 1 97 0s), hired a hit-squad of Japanese Red Army mercenaries (paid terrorists) for the attack. Returning to Haifa describes a politics of reclamation and it figures in a receptiv e field where confrontational politics -arguably including rev enge -against Zionism is understood.
Through its complex , open-ended story and its narrativ e sophistication effectiv ely employ ing v oice, imagery and literary realism, Returning to Haifa is a tex t that appeals not only to the Palestinian and larger Arab community , but also interests a more div erse univ ersity -educated community , including many (Western) Jews. [2] Though Kanafani saw his work as "resistance" writing (Riley and Harlow, "Introduction" 1 3-1 4) [3] , he states in an interv iew that his project goes bey ond reporting and probing Palestinian issues set against the past 1 948 topography : "At first I wrote about Palestine as a cause in and of itself.... When I portray the Palestinian misery , I am really presenting the Palestinian as a sy mbol of misery in all the world" ("Introduction" 24). Sev eral interrelated issues stem from Kanafani's powerful transcultural circulation of the trauma of war and dispossession v iv idly described through the characters' memory . Four characters encounter each other and the past, though Palestinian Said S.
"hadn't counted on the [repeated] memory coming back full of the same insane turmoil that rightfully belonged only to the actual moments of the ex perience itself [of his ex odus from Haifa in 1 948]" (Kanafani 1 56) [4] . In the contex t of Said S.'s return to Haifa, the present (in the story , after the 1 967 war) rejoinders the past rev ealing unresolv ed painful memories that trigger political claims.
V iewing literature as a social construction emphasizes its role as an instrument conv ey ing ideology , and potentially challenging it. Accordingly , Returning to Haifa describes the contours of Palestinian history between 1 948 and 1 967 , and promotes a discursiv e model for Palestinian resistance, while probing the effects of this strategy and its implications. In the wake of Kanafani's death by assassination -construed by his Palestinian followers as marty rdom -and his widow Anni Kanafani's establishing the charitable Ghassan Kanafani Cultural Foundation in his memory and activ ely managing the copy right for his writing, the nov ella and his other work are deploy ed -eliciting further ideological implications.
As "trav elling trauma" tex t, the drama-infused nov ella has the effect of sharpening consciousness by inv iting debate to broaden "implacable" historical positions ("Introduction" 1 5).
Through its narrativ e instancing of discussion across geopolitical borders, Returning to Haifa has significance for a cosmopolitan readership inv ested in contemporary Middle Eastern issues. While the work ends with appeals to v iolence, its characters' aspersions are toward inev itable dialogue;
immediately Miriam recognizes Safiy y a and Said S.: "I hav e been ex pecting y ou for a long time... Y ou are the owners of this house. I know that" (Palestine's Children 1 63). This sense of inev itable engagement between past and present occurs also in the important foil story where another Palestinian called Faris al-Lubda returns to Jaffa (after twenty y ears in ex ile, just like Said S. and Safiy y a). Faris discov ers his home has been rented for decades to an Arab couple who remained in Israel after 1 948. Uncannily echoing the Jewish woman Miriam's welcome to Said S. and Safiy y a in Haifa, the unnamed Arab tenant in Jaffa say s in greeting to Faris: "Come in, sit down. We need to talk a little. We'v e been waiting for y ou a long time" (1 7 6).
Determining who has gov ernance ov er dispossessed property (sy mbolizing the nation) is "a cause" as material in "; Dov 's name in Hebrew means "bear," conv ey ing v ulnerability , but also combativ e strength. Siddiq's study employ s Khaldun/Dov 's second-generation insight -agreed to by Said S., who contends, "Isn't a human being made up of what's injected into him hour after hour, day after day , y ear after y ear?" (Palestine's Children 1 83).
Delineating a contex t for interpreting Kanafani's contribution to Palestinian culture and ongoing struggle, Siddiq's criticism draws out the implications of remembering the past -signified by khaldun -and hav ing the power to secure the present -implied by the name dov.
Kanafani's early contribution to Palestinian nationalist literature can be read as preserv ing the social rhetoric of his adult life that emphasized dissent, assassinations and death penalties, and amnesty ; y et, his multiv alent inquiry into the conditions of Arabs and Palestinians within Israel and his discursiv e, interrogatory sty le additionally probe these earlier claims and actions as purv ey ing a self-limiting identity politics that is understood in Marx ist terminology as ideological false consciousness. Emphasizing liv ed ex perience and the literary implications in After Lives: Legacies of Revolutionary Writing, Barbara Harlow inv estigates the reception of Kanafani's journalistic and fictional writings through the prism of his own biography as enigmatic "marty red" resistance fighter: "For those writers who... were assassinated, the combined issues of ex huming the corpse and ex amining the corpus weigh heav y on their legacy to the 'political mov ements' and their adherents" (1 6 Through doubling -Khaldun/Dov , Khaldun/his siblings Khalid and Khalida, Faris/his brother Badr, this deceased brother Badr/the boy named in his honour -the fictional tex t preserv es the tension between the past and future throughout. This tension is rev ealed in the handling of a photograph of Badr, Palestinian Faris al-Lubda's brother who was "marty red" in April 1 948 in Jaffa. When Faris returns in 1 967 he encounters the framed photograph through which the past erupts "draped in black" (1 7 5) hanging on the wall of his former house in Jaffa. The current Arab resident rented the house from the gov ernment after seeing "the picture, I found consolation in it, a companion that spoke to me, to remind me of things I could be proud of [the past, before 1 948], things I considered to be the best in our liv es" (1 7 6). On this basis, he "decided to rent the house" (1 7 6). The memory of Badr that has helped him "to resist but also to remain" is part of his ex isting family (1 7 7 ) . The man and his wife Lamia and their sons Saad and Badr include the photographic brother (biologically Faris') as part of their "one family " (1 7 7 ). When Faris remov es the photograph intending to take it home with him to Ramallah, thereby leav ing "a disturbing v oid" on the Jaffa wall, he feels obliged to return it the nex t morning: "the picture [like Grusha and Natella. Grusha, a y oung peasant woman, takes on the responsibility and risk for a baby left behind in war by his birth mother, Natella, the wife to Gov ernor Abashv ili (who is beheaded in the tale). The judge determines Grusha, who "brought him [the child] up according to my best knowledge and conscience" (88), a 'better mother' than his natural parent. Adzak the judge, a commoner -"A poor man judg[ing] the poor/... on the wreck of justice/He brought them safe to shore" -finds that, in order "To feed the starv ing people/He broke the laws like bread" (80). "[T]he people... did not forget him and often remembered/His time of Judgment as a brief/Golden Age that was almost just" (96, emphasis added). Natella, the child's birth mother, contests with Grusha, the caregiv er mother, within the chalk circle the judge drew by twice pulling the v ery y oung child towards her, thereby risking his injury or death. Grusha letting go of the child rightly affirms her "maternal" lov e.
The judge further rewards her honour by dissolv ing a fraudulent marriage made during conflict in order to protect the child, so she can marry her pre-war lov e with whom she will raise the adoptiv e son. The Singer in The Caucasian Chalk Circle proffers "the meaning of the ancient song" or story in these final words to the play :
...what there is shall belong to those who are good for it, thus
The children to the maternal, that they thriv e;
The carriages to good driv ers, that they are driv en well; Khaldun/Dov 's conclusion counterv enes his birth mother Safiy y a's naïv e presumptions that, when "naturally " giv en a chance "to decide" his future, he "will choose his real parents. It's impossible to deny the call of flesh and blood" (Palestine's Children 1 7 2). As with juggling the ownership of the ev ocativ e photograph of Badr, "marty red for the sake of his country 's independence" (1 7 5) in Jaffa in the three-way 1 948 struggle between Arabs, Jews and the British, [7 ] Khaldun/Dov , resistant to sentimentality , employ s rationality to challenge the Palestinian birth parents' humanity : "We need to talk like civilized people [emphasis added]... How could a father and mother leav e their fiv e-month-old son behind and run off? How could a mother and father not his own raise him and educate him for twenty y ears?" (1 81 -82) . In the end, the Palestinian couple again leav es behind Khaldun/Dov -in effect, their lifeblood. Said S. say s, "We alway s thought we'd find y ou, ev en if it took twenty y ears. But it didn't happen.
We didn't find y ou, and I don't believ e we will find y ou" (1 82).
The y oung man's biological parents returning after decades are especially shocked to find their first-born grownup son confident in his Israeli Defence Force uniform, which obv iously represents a threat to Palestinians. Said S. rejects that Khaldun/Dov could hav e been born to Safiy y a as "utterly impossible" (1 84); instead he lifts the taboo he posed against his other children engaging in armed struggle. Said S. now say s he hopes his other "son", Khalid, has in his parents' absence joined the fidayeen; Khalid is Khaldun's namesake, but no longer considered a "brother" to him (1 82). [8] Throughout Said S. ex presses the threat that Palestinians in the model of Khaldun's brother Khalid (and Faris al-Lubda, the protagonist of the foil plot who returns the photograph to Jaffa, before returning to Ramallah in order to join the fidayeen -"he's carry ing arms" (1 7 8)) will return from ex ile in Ramallah and elsewhere to win back through "war" their home lost in the turmoil ov er the creation of Israel. [9] In the following passage accentuating war through emphasizing "our" and possibly alluding to "settle[rs]," Said S. formats than the nov ella as a book, these media ex tensions break down preconceiv ed interpretiv e patterns embedded in narrativ e forms that bear their own ideological assumptions and implications. So, while the nov ella ends ambiguously , the play v ersions resolv e the threatening disquiet (pertaining to the characters' futures) of the ending that adv ocates by the characters' words -on the surface -for an armed conflict, but by ex ample -through unprecedented intercultural dialogue -for a negotiation. Newspapers regularly rev iew productions of the adaptations for theatre of Returning to Haifa whether it is being performed in Lebanon or in the middle of America: rev iews accentuate the play wrights' v arious attempts to resolv e the nov ella's ambiguous ending. Resolv ing the implacable positions the nov ella sets out in dialogue is itself ideological -for instance, in a Beirut production emphasizing the need for armed conflict or in a recent Jaffa production promoting dialogue. Currently Kanafani's fiction can also be heard being read aloud on the Internet where in one ex ample on Y ou Tube a renowned nov elist, cultural critic and art theorist John Berger reads Kanafani's story "Letter from Gaza."
In the preamble to this 2008 reading that took place at the Palestinian Literary Festiv al, Berger say s he dedicated his most recent nov el to the memory of Kanafani.[1 2] Academic critics, notably Harlow and Siddiq, hav e taken up the important project of prov iding in-depth ex plication and critique of Kanafani's brief life's work. The life of Kanafani's fiction in translation is likely to be enduring as a consequence of these scholars' efforts to address his indiv idual talents for engaging a people's complex and ev olv ing story .
